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Film, Art, and the Third Culture: A Naturalized Aesthetics of Film - Précis 
Murray Smith 
 
Abstract: In this overview of my Film, Art, and the Third Culture: A Naturalized Aesthetics of 
Film, I outline the main themes, questions, and arguments of the book. Part 1 of the volume 
explores philosophical naturalism and its applicability to the domain of aesthetics and the 
;ヴデゲく “W;ヴIｴｷﾐｪ aﾗヴ デｴW ヮヴｷﾐIｷヮﾉWゲ ┘ｴｷIｴ ﾏｷｪｴデ ┌ﾐSWヴｪｷヴS ; ﾐ;デ┌ヴ;ﾉｷゲデｷI ﾗヴ さデｴｷヴS I┌ﾉデ┌ヴ;ﾉざ 
;ヮヮヴﾗ;Iｴ デﾗ デｴW ;ヴデゲが I SWaWﾐS ; ﾏﾗSWﾉ ﾗa さデヴｷ;ﾐｪ┌ﾉ;デｷﾗﾐざ ┘ｴｷIｴ ;ｷﾏゲ デﾗ aｷﾐS IﾗﾐゲｷﾉｷWﾐIW 
among phenomenological, psychological, and neurophysiological evidence. Such 
デヴｷ;ﾐｪ┌ﾉ;デｷﾗﾐ ｷゲ IﾉﾗゲWﾉ┞ ヴWﾉ;デWS デﾗ デ┘ﾗ ﾗデｴWヴ ゲデヴ;デWｪｷWゲぎ さデｴｷIﾆ W┝ヮﾉ;ﾐ;デｷﾗﾐがざ IﾗﾏHｷﾐｷﾐｪ 
ヮWヴゲﾗﾐ;ﾉ ;ﾐS さゲ┌HヮWヴゲﾗﾐ;ﾉざ ﾉW┗Wﾉゲ ﾗa ;ﾐ;ﾉ┞ゲｷゲき ;ﾐS さデｴWﾗヴ┞ Iﾗﾐゲデヴ┌Iデｷﾗﾐがざ IﾗﾐIWｷ┗WS ;ゲ ;ﾐ 
empirically-oriented alternative to conceptual analysis. Part II turns its attention to the topic 
of emotion in the arts in general and film in particular, as an especially relevant and fertile 
territory for a naturalized aesthetics. I examine emotion and empathy in film and the arts 
;ｪ;ｷﾐゲデ デｴW H;IﾆSヴﾗヮ ﾗaが ;ﾏﾗﾐｪ ﾗデｴWヴ ｷSW;ゲが D;ヴ┘ｷﾐげゲ ;IIﾗ┌ﾐデ ﾗa デｴW W┝ヮヴWゲゲｷﾗﾐ ﾗa デｴW 
Wﾏﾗデｷﾗﾐゲが デｴW ﾐﾗデｷﾗﾐ ﾗa ﾐｷIｴW Iﾗﾐゲデヴ┌Iデｷﾗﾐが ;ﾐS デｴW ヴWﾉ;デWS デｴWﾗヴ┞ ﾗa デｴW さW┝デWﾐSWS ﾏｷﾐSくざ 
 
Keywords: Two cultures, third culture, naturalism, naturalized aesthetics, theory 
construction, thick explanation, triangulation, emotion, embodied appraisal, manifest 
image, scientific image. 
 
About sixty years ago C.P. Snow HWｪ;ﾐ ｴｷゲ I;ﾏヮ;ｷｪﾐ ;ｪ;ｷﾐゲデ デｴW さデ┘ﾗ I┌ﾉデ┌ヴWゲざ に the 
debilitating divide, as he saw it, between traSｷデｷﾗﾐ;ﾉ さﾉｷデWヴ;ヴ┞ ｷﾐデWﾉﾉWIデ┌;ﾉざ culture, and the 
culture of the sIｷWﾐIWゲが ┌ヴｪｷﾐｪ ｷﾐ ｷデゲ ヮﾉ;IW ; さthird c┌ﾉデ┌ヴWざ which would draw upon and 
integrate the resources of disciplines spanning the natural and social sciences, the arts and 
デｴW ｴ┌ﾏ;ﾐｷデｷWゲく WｴWヴW ┘W Sﾗ ゲデ;ﾐS ﾐﾗ┘ ｷﾐ ヴWﾉ;デｷﾗﾐ デﾗ “ﾐﾗ┘げゲ ｷﾐデWヴ┗Wﾐデｷﾗﾐい Iﾐ Film, Art, and 
the Third Culture I argue that, with the ever-increasing influence of evolutionary theory and 
neuroscience, and the pervasive preゲWﾐIW ﾗa Sｷｪｷデ;ﾉ デWIｴﾐﾗﾉﾗｪｷWゲが “ﾐﾗ┘げゲ Iｴ;ﾉﾉWﾐｪW ｷゲ ﾏﾗヴW 
relevant than ever. We live in a world teeming with insights and innovations borne out of 
scientific discovery; coming to terms with and understanding such a world is a critical task. 
         Working ﾗ┌デ ｴﾗ┘ デｴW さゲIｷWﾐデｷaｷIざ ;ﾐS W┗Wヴ┞S;┞ ﾗヴ さﾏ;ﾐｷaWゲデざ images of the world に to 
┌ゲW デｴW デWヴﾏゲ ﾗa “ﾐﾗ┘げゲ IﾗﾐデWﾏporary, Wilfrid Sellars に さhang togetherざ is no simple 
matter, however. In Film, Art, and the Third Culture, I explore this question in relation to the 
art, technology, and science of film in particular, and to the world of the arts and aesthetic 
activity more generally. Over the first part of his book, I explore the general strategies and 
pヴｷﾐIｷヮﾉWゲ ﾐWIWゲゲ;ヴ┞ デﾗ H┌ｷﾉS ; さデｴｷヴS I┌ﾉデ┌ヴ;ﾉざ or naturalized approach to film and art に one 
that roots itself in an appreciation of scientific knowledge and method. These strategies 
ｷﾐIﾉ┌SW さデｴｷIﾆ W┝ヮﾉ;ﾐ;デｷﾗﾐざ (which combines everyday and scientific psychology) and the 
さデヴｷ;ﾐｪ┌ﾉ;デｷﾗﾐざ of knowledge from experience, psychological theory, and neuroscientific 
data. In the second part of the work, I focus on the role of emotion in film and the other 
arts, as an extended experiment in the third cultural integration of ideas on emotion 
spanning the arts, humanities and sciences. Here I explore, among other things, the role of 
a;Iｷ;ﾉ W┝ヮヴWゲゲｷﾗﾐ ｷﾐ aｷﾉﾏ ｷﾐ デｴW ﾉｷｪｴデ ﾗa D;ヴ┘ｷﾐげゲ ┘ﾗヴﾆ ﾗﾐ デｴW Wﾏﾗデｷﾗﾐゲが ;ﾐS デｴW S┞ﾐ;ﾏｷIゲ ﾗa 
suspense, shock, and empathy in film in relation to contemporary neuroscience. While 
acknowledging that not all of the questions we ask are scientific in nature, I contend that we 
cannot disregard the insights wrought by taking a naturalized approach to the aesthetics of 
film and the other arts. 
             Pursuing a naturalized aesthetics of film art throws up a number of questions and 
motifs; the Introduction provides an overview of Film, Art, and the Third Cultureげゲ ;ヮヮヴﾗ;Iｴ 
to them. What is philosophical naturalism, and how does it relate to other trends and 
SWH;デWゲが ゲ┌Iｴ ;ゲ デｴW さデ┘ﾗ I┌ﾉデ┌ヴWゲざ controversy of the 1960s, or the contemporary 
cognitivist interventions in film and literary theory? Why speak of ; ﾐ;デ┌ヴ;ﾉｷ┣WS さ;WゲデｴWデｷIゲざ 
ヴ;デｴWヴ デｴ;ﾐ ; ﾐ;デ┌ヴ;ﾉｷ┣WS さヮｴｷﾉﾗゲﾗヮｴ┞ ﾗa ;ヴデざ? And what haﾐｪゲ ﾗﾐ デｴW ┌ゲW ﾗa デｴW ┘ﾗヴS さaｷﾉﾏざ 
rather than a number of other possible candidates, such aゲ さIｷﾐWﾏ;ざ ﾗヴ デｴW さﾏﾗ┗ｷﾐｪ 
ｷﾏ;ｪWざ? Having cleared the ground with respect to these initial questions, and made the 
I;ゲW aﾗヴ ; さIﾗ-ﾗヮWヴ;デｷ┗W ﾐ;デ┌ヴ;ﾉｷゲﾏざ ┘ｴｷIｴ ゲWWﾆゲ デﾗ integrate the knowledge and methods 
of the humanities and the sciences rather than aiming to replace the former with the latter, 
the chapter introduces a number of themes which thread through the entire work. These 
include engagement with evolutionary theory and neuroscience; with theories of embodied 
cognition and the extended mind; worries about theories which place an emphasis on the 
importance of language in human cognition at the expense of attention to perception, 
emotion, embodiment, and action; attWﾐデｷﾗﾐ デﾗ デｴW さゲ┌HヮWヴゲﾗﾐ;ﾉざ mechanisms of the mind 
as well as person-level explanation; and the contextualization of film spectatorship, art, and 
aesthetic experience within more general theories of consciousness and cognition. 
 The two cultures debate of the 1960s, along with its antecedents and subsequent 
Sｷゲヮ┌デWゲ ﾗa ; ゲｷﾏｷﾉ;ヴ Iｴ;ヴ;IデWヴが ゲWデ デｴW ゲデ;ｪW aﾗヴ ;ﾐ W┝ヮﾉﾗヴ;デｷﾗﾐ ﾗa デｴW ヮﾗゲゲｷHｷﾉｷデ┞ ﾗa ; けデｴｷヴS 
I┌ﾉデ┌ヴ;ﾉげ ;ヮヮヴﾗ;Iｴ デﾗ ;ヴデ ;ﾐS ;WゲデｴWデｷI W┝ヮWヴｷWﾐIW に one that seeks to integrate and 
generate dialogue between the humanities and the sciences, rather than keeping them 
apart anS ﾏ;ｷﾐデ;ｷﾐｷﾐｪ デｴW さ;┌デﾗﾐﾗﾏ┞ざ of the cultural sphere. Naturalism, as a philosophical 
stance, shares much with the ambition of a third culture. But what general strategies and 
principles might be put in place in pursuit of a naturalized aesthetics of film, and art more 
generally? Part I of the book, さBuilding the Third Culture,ざ seeks to provide an initial answer 
to this question. 
Naturalism has established itself as perhaps the dominant approach to philosophy, 
at least in the analytic tradition. Chapter 1, さAesthetics Naturalized,ざ explores the prospects 
for naturalism in aesthetics. Is it a plausible approach to the arts and other aesthetic 
phenomena? Minimally, naturalism requires engagement with scientific knowledge, though 
more robust forms of naturalism also embrace scientific methods. Understood in these 
terms, explanation is the core goal of naturalism, and explanation plays an important role in 
research in the humanitiesねﾐﾗデ ﾉW;ゲデ ｷﾐ W┝ヮﾉ;ｷﾐｷﾐｪ デｴW さW┝ヮ;ﾐゲｷ┗Wざ nature of perception 
and cognition in the arts. Thus a neat distinction between scientific explanation, and 
humanistic understanding, seems implausible. Relatedly we find that the explanation of 
human action must be understood as a type of causal explanation, and must encompass the 
subpersonal as well as the personal levWﾉ ﾗa SWゲIヴｷヮデｷﾗﾐく さTｴｷIﾆ W┝ヮﾉ;ﾐ;デｷﾗﾐがざ incorporating 
explanatorily relevant subpersonal mechanisms alongside intentions, is advanced as an ideal 
for a naturalized aesthetics. In tandem with the emphasis on explanation, I advocate in 
favor of さtheory constructionざ (or さtheory buildingざ) as the most appropriate methodology 
for naturalistic philosophy, as an alternative to conceptual analysis. In contrast to the latter, 
theory construction allows for the continuous interplay between conceptual clarification 
and empirical discovery, in place of an insistence on their separateness. 
What is aesthetic experience, and can a naturalistic approach help to shed any light 
on such an elusive phenomenon? This is the problem tackled in Chapter 2, さTriangulating 
Aesthetic Experience,ざ which proposes that the most promising strategy in illuminating 
aesthetic experience involves the triangulation of phenomenological, psychological, and 
neuroscientific evidence. The key idea here is that all three types of evidence may act as a 
starting point in enquiry, and none is straightforwardl┞ ヮヴｷ┗ｷﾉWｪWS ;Hﾗ┗W デｴW ﾗデｴWヴゲく さNW┌ヴ;ﾉ 
HWｴ;┗ﾗ┌ヴｷゲﾏざねthe idea that neural evidence speaks for itself, and always trumps other 
forms of evidenceねis identified as a pernicious fallacy. By contrast, progress is made 
through the convergence of two or more of these forms of evidence. Across the chapter, 
the model is explored through a variety of case studies, on colour perception, empathy, and 
suspense. Particular attention is paid to the problem of さanomalous suspenseざ に the 
(apparent) experience of suspense in circumstances where the outcome a storyline is 
known に ;ﾐS デｴW ┘;┞ ｷﾐ ┘ｴｷIｴ ﾐW┌ヴﾗゲIｷWﾐデｷaｷI W┗ｷSWﾐIW ﾏｷｪｴデ ;Iデ ;ゲ ; けデｷW HヴW;ﾆWヴげ HWデ┘WWﾐ 
otherwise equally plausible theories of suspense. 
Can neuroscience illuminate aesthetic and artistic phenomena? Do the arts pose 
special problems for neuroscience? And are the doubts expressed by various 
さﾐW┌ヴﾗゲIWヮデｷIゲざ justified? Chapter 3, さThe Engine of Reason and the Pit of Naturalism,ざ 
seeks to tease out the distinctive contribution that neuroscience might make to the study of 
art, aesthetics, and the mind. Various criticisms of neuroscience are aired, including the 
argument that neural evidence can do nothing more than reveal how particular mental 
functions and W┝ヮWヴｷWﾐIWゲ ;ヴW けｷﾏヮﾉWﾏWﾐデWSげ ﾐW┌ヴ;ﾉﾉ┞く ‘;┞ﾏﾗﾐS T;ﾉﾉｷゲげゲ ゲ┌ゲデ;ｷﾐWS Iヴｷデｷケ┌W 
of neuroscience, and in particular his claim that contemporary neuroscience fails to 
recognize the extent to which human agentsねunlike other animal agentsね;ヴW け┌ﾐIﾗ┌ヮﾉWSげ 
from the world, is given particular attention. Against this backdrop, case studies on the 
startle response and on empathy seek to make salient the insights delivered by 
neuroscientific methods. 
Aesthetic experience is a variety of consciousness, and the exploration of 
consciousness has exploded in the last thirty years. Chapter 4, さPapayas, Pomegranates, and 
Green Tea,ざ begins with the question: How does aesthetic experience fit into the larger 
picture? The chapter reviews the fortunes of consciousness as an object of study across the 
past century; various contemporary perspectives on consciousness; and the different 
dimensions and levels of consciousness. The representation of aspects and types of 
consciousness in diverse forms of filmmaking is explored. Special attention is paid to the 
work of Oliver Sacks and similar authors, who in combining phenomenological, 
psychological, and neuroscientific considerations exemplify the strategy of triangulation. 
Finally, the chapter considers the iﾏヮﾉｷI;デｷﾗﾐゲ ﾗa Fヴ;ﾐﾆ J;Iﾆゲﾗﾐげゲ さﾆﾐﾗ┘ﾉWSｪW ;ヴｪ┌ﾏWﾐデがざ 
and his associated thought experiment about Mary the color scientist, for both aesthetic 
experience and the cognitive value of film art. I hold that the qualia of experience are 
central to aesthetic experience に the sourness of a lemon, the staccato abruptness of a 
David Mamet script に but remain within the purview of a naturalized aesthetics. 
Emotions feature prominently in both ordinary and aesthetic experience; and the 
study of the emotions cuts through a multitude of disciplines, with both humanists and 
scientists laying claim to expertise on them. For these reasons, emotions constitute an ideal 
domain in which to test the depth and robustness of a naturalized aesthetics, and the extent 
to which knowledge drawn from these diverse areas of study can be integrated. Part II of 
Film, Art, and the Third Cultureが さScience and Sentimentがざ ┘ﾗヴﾆゲ デｴヴﾗ┌ｪｴ ; ゲWヴｷWゲ ﾗa I;ゲW 
studies exploring this view of emotion. 
The representation and expression of emotion has been central to the arts 
throughout history. Through its combination of depictive, performative, musical, and 
linguistic elements, the art of film develops this ancient practice to a new level of intensity 
and nuance. Chapter 5が さWｴﾗげゲ Aaヴ;ｷS ﾗa Cｴ;ヴﾉWゲ D;ヴ┘ｷﾐいざ ゲｴﾗ┘ゲ ｴﾗ┘ デhe representation of 
emotion through postural, gestural, vocal, and especially facial expression plays a critical 
ヴﾗﾉW ｷﾐ Iﾗﾐ┗W┞ｷﾐｪ ﾐ;ヴヴ;デｷ┗W ｷﾐaﾗヴﾏ;デｷﾗﾐ ;ﾐS ｷﾐ ゲｴ;ヮｷﾐｪ デｴW ┗ｷW┘Wヴゲげ W┝ヮWヴｷWnce. How have 
filmmakers exploited facial expression? What is the relationship between facial expression 
and other techniques, such as editing and scoring? How might scientific research on the 
emotions enrich our understanding of these artistic practices? The chapter argues that the 
power of facial expression of emotion is often uﾐSWヴヮﾉ;┞WSが ｷﾐ ヮ;ヴデ S┌W デﾗ デｴW さK┌ﾉWゲｴﾗ┗ 
a;ﾉﾉ;I┞ざねa mistaken and (in extreme forms) incoherent holism which stresses the force of 
contextual factors, such as editing and music, over the role of the face. 
Is it desirable or possible to keep apart the natural and cultural constituents of a 
phenomenon like emotion? Chapter 6が さWｴ;デ DｷaaWヴWﾐIW DﾗWゲ ｷデ M;ﾆWいざ ;ヮヮヴﾗ;IｴWゲ デｴｷゲ 
question via a さHｷﾗI┌ﾉデ┌ヴ;ﾉざ approach to emotion, one which resists the separation of the 
biological underpinnings of emotions and their elaboration within cultures into separate 
ゲｷﾉﾗゲく Wｴ;デ ;ヴW デｴW ｪヴﾗ┌ﾐSゲ aﾗヴ ゲ┌Iｴ ;ﾐ ;ヮヮヴﾗ;Iｴが ;ﾐS ｴﾗ┘ SﾗWゲ ｷデ a;ヴW ┘ｷデｴ けIﾉ;ゲゲｷI;ﾉげ 
narrative films on the one hand, and the tradition of more oblique, modernist filmmaking on 
the other hand? Exactly how do the biological basics oa Wﾏﾗデｷﾗﾐ さｴ;ﾐｪ デﾗｪWデｴWヴざ with their 
expression in culturally specific contexts? These questions are addressed in relation to the 
dramatization of emotion in a sequence from the late modernist epic film cycle Heimat. The 
nature of culture, the crosstalk between cultures, and the interplay between cultural and 
biological factors are discussed and shown to be accommodated within the theory 
advanced. 
Chapter 7が さEﾏヮ;デｴ┞が E┝ヮ;ﾐゲｷﾗﾐｷゲﾏが ;ﾐS デｴW E┝デWﾐSWS MｷﾐSがざ concerns itself with 
one widely recognized form of emotional response to others. How does empathy relate to a 
variety of other mental states and processes, such as imagination, sympathy, and emotional 
contagion? I argue that empathy is a form of other-directed personal imagining, which is 
ゲﾗﾏWデｷﾏWゲ さゲI;aaﾗﾉSWSざ by lower-level responses such as motor and affective mimicry, and 
emotional contagion. Developing arguments from Chapter 3, I contend that our 
understanding of empathy and these related states is further illuminated by neuroscientific 
discoveries. But the brain is not the whole story; according to the theory of the さextended 
mind,ざ human cognition relies extensively on the environment beyond the skin and skull of 
the individual agent. AﾐS ;IIﾗヴSｷﾐｪ デﾗ デｴW W┗ﾗﾉ┌デｷﾗﾐ;ヴ┞ デｴWﾗヴ┞ ﾗa さﾐｷIｴW Iﾗﾐゲデヴ┌Iデｷﾗﾐがざ 
humans have adapted their environment to enhance and augment their capacities. Artistic 
representation and narration are here treated as instances of such environmental 
extension; returning to a theme established in Chapter 1, I explore how our empathic 
capacities are expanded by the arts. The chapter concludes by arguing that empathy is a real 
and distinctive phenomenon, not easily eliminated from our psychological or aesthetic 
vocabulary. 
TｴW ﾏ;ﾃﾗヴｷデ┞ ﾗa デｴW W┝ｷゲデｷﾐｪ ﾉｷデWヴ;デ┌ヴW ｷﾐ デｴW ゲIｷWﾐIWゲ aﾗI┌ゲWゲ ﾗﾐ けｪ;ヴSWﾐ-┗;ヴｷWデ┞げ 
Wﾏﾗデｷﾗﾐゲが ┘ｴｷIｴ ;ヴｷゲW ヴWヮW;デWSﾉ┞ ｷﾐ ;ﾐS ;ヴW ﾉW;ヴﾐWS デｴヴﾗ┌ｪｴ ┗;ヴｷﾗ┌ゲ けヮ;ヴ;Sｷｪﾏ ゲIWﾐ;ヴｷﾗゲげく 
B┌デ Sﾗﾐげデ ┘W ┗;ﾉ┌W ;ヴデ┘ﾗヴﾆゲが ;ﾐS デｴW W┝ヮWヴｷWﾐIWゲ デｴW┞ ﾏ;ﾆe possible, for their 
particularity? How much illumination of artworks can a focus on such basic states as fear, 
disgust, and anger really provide? In Chapter 8, さFeeling Prufish,ざ I meet this objection half-
way. The significance of genre categories shows that we do not understand or value each 
artwork as utterly unique; our ability to discern the particularities of individual works 
necessarily happens against the backdrop of more general categories and expectations. 
Picking up on the debate staged in the final section of Chapter 4, this chapter explores the 
role of language, narrative, and cinematic style in creating distinctive qualia に including the 
ゲヮWIｷaｷI ;ﾐS ﾐﾗデｷﾗﾐ;ﾉﾉ┞ けｷﾐWaa;HﾉWげ ﾐ┌;ﾐIWゲ ﾗa デｴW ｷﾐSｷ┗ｷS┌;ﾉ ┘ﾗヴﾆ に and the strategies by 
which critics aim to evoke such qualia. 
Film, Art, and the Third Culture takes the reader on a tour exploring various ways in 
which knowledge and methods from the humanities and the sciences might fruitfully 
interact. The Conclusion takes stock of this journey. While we need to make space to 
recognize the unique features of artworks, as I argued in chapter 8, we also need to be wary 
of the trap identified by William James に the obsession with detailing what is special about 
every token, at the cost of attention to the character of each token as a type. Understanding 
art and aesthetic experience involves, in large measure, setting individual works in the 
context of larger regularities and patterns of behavior. That said, we may need to live with 
some degree of tension between our naturalistic, theoretical perspective, and our ordinary 
experience of artworks. Writing in the same period as Snow, Wilfrid Sellars argued that we 
;ヴW a;IWS ┘ｷデｴ デ┘ﾗ さｷﾏ;ｪWゲざ of the wﾗヴﾉSが デｴW さﾏ;ﾐｷaWゲデざ ;ﾐS デｴW さゲIｷWﾐデｷaｷIがざ and the task 
of reconciling them. Only the eliminativist or replacement naturalist would argue that the 
former will simply be supplanted by the latter. Film, Art, and the Third Culture has sought to 
demonstrate that we need to keep both perspectives in play. But, just as we can accept that 
while we still experience the surface of the earth as flat though we know it is curved, we 
should probably not expect that the scientific and manifest views will ever align with one 
another perfectly. 
 
